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 I believe music taps into the Divine, creating Spiritual moments that connect us 
with our Creator. We are blessed to compose, perform, and appreciate music of all kinds. 
I thank God daily for the gift of music and the small part I get to play. 
 Success in the music industry would be impossible without strong family support. 
I would like to thank my wife Grace, my parents Greg and Sheri, and my in-laws Greg 
and Missi. 
 I am honored to have gained three mentors throughout my musical journey. 
Thank you to my high school percussion teacher Professor Jim Leslie at the University of 
Dayton, Professor Bob Breithaupt at Capital University, and Dr. Christopher Norton at 
Belmont University. I think of each of you every time I pick up sticks. 
 Finally, thank you to my three committee members: Dr. Norton, Professor 





Improvisation by Elliott Carter 
Elliott Carter’s Eight Pieces for Four Timpani is, for many percussionists, the 
most heralded and acclaimed solo timpani composition. The Eight Pieces explore the vast 
spectrum of timpani techniques and timbres. The fifth solo in the collection, 
“Improvisation” (1949), is dedicated to esteemed percussionist Paul Price and 
incorporates Carter’s trademark metric modulations, complex rhythms, dramatic 
dynamics, and different playing areas on the head (edge, normal, and center). Aaron 
Copland underscored Carter’s reputation as a leading figure of modernism in the 
twentieth century, lauding him as “one of America’s most distinguished creative artists in 
any field” (Elliott Carter 2021). Carter’s prolific compositional output spanned over 
seventy-five years with more than 150 major works to his credit, ranging from chamber 
music to orchestral works to opera, and his output was often marked with a sense of wit 
and humor. 
Born into a prosperous New York family in 1908, Carter spent much of his 
childhood in Europe speaking French before he learned to read English. In 1922, he 
entered the Horace Mann School, and it was during his time there that he developed an 
interest in modern music as part of his broader exploration of modernism. In 1924, Carter 
was introduced to Charles Ives often invited Carter to attend concerts with him, after 
which they would head back to Ives’s home for a post-concert discussion. Ives’s music—
as well as his critiques of other composers—had a powerful impact on Carter, who at the 





contact with so much new music, he recognized his need for substantial instruction in the 
technique and process of composition to achieve his goals as a professional composer. He 
attended Harvard University and studied under renowned composers Walter Piston and 
Gustav Holst, and later had the good fortune to work with Nadia Boulanger in Paris. 
Following his studies in France, he returned to New York and devoted his time to 
composing and teaching at St. John’s College, the Peabody Conservatory, Yale 
University, Cornell University, and the Juilliard School. 
Carter, influenced by his contemporaries Copland, Hindemith, and Stravinsky, 
composed his early works in a neoclassical style. After the Second World War, in works 
such as his Eight Pieces for Four Timpani, he began to develop a signature rhythmic 
language—notably metric modulation—that he continued to refine to the very end of his 
long life. When Carter turned one hundred years old, he was still actively composing 
after an impressive catalog of masterpieces. 
The use of timpani in symphonic music since the time of Haydn and Beethoven 
has made it the singular percussion instrument to hold a respected tradition in Western 
music before the mid-twentieth century. Prior to the twentieth century, orchestral 
percussion provided color, emphasized musical and formal impact points, and—in the 
case of timpani—reinforced the harmony. In the twentieth century, Carter’s Eight Pieces 
for Four Timpani inspired the establishment of the solo timpani genre; diverse styles 
subsequently emerged, and the canon significantly expanded. Many timpani solos were 
written by gifted timpanists such as William Kraft, Mitchell Peters, and Vic Firth, but 
Carter as a non-percussionist was able to compose without idiomatic constraint and 





the orchestra. These “new possibilities” pushed the technical boundaries of timpanists at 
that time; as Carter later recollected: “In those days, these [pieces] were found difficult, if 
not impossible to play effectively, but, as time passed, interest in them and performing 
skills grew, so I decided to publish the set complete, since four [pieces already] had been 
widely circulated in manuscript” (Elliott Carter 2021). The manuscript referenced is 
given below in Example 1; the published version is transposed up a minor second, 
presumably for greater articulation (with more taut playing surfaces) in the faster 
passages. 






Carter further informs, “The Eight Pieces, you see, were written to develop 
notions of metric modulation as a sort of experiment. Because I then wrote my big First 
Quartet which uses all the little metric modulations that you find here in the Eight Pieces 
on a simplified basis.” As in all of the Eight Pieces, “Improvisation” employs metric 
modulation for great musical effect. Further, Carter often manipulates his themes through 
an intentional series of metric modulations such that they somehow return in the 
recapitulation at their original tempo, thus intensifying the overall musical form. 
Mastery of timpani before Carter included an understanding of several techniques 
such as where to strike the head to produce the most desirable sound, the legato and a 
staccato stroke at all dynamics, mallet choice, muting the drums with the hands or other 
muting devices, and intonation. With Carter’s Eight Pieces, a timpanist must approach 
the instrument in new and unconventional ways. “Improvisation” tunes the timpani to a 
fixed pitch set and makes use of twelve timbral colors achieved through three different 
playing areas (normal, edge, and center) on each of the four drums as notated and shown 
in Example 2. Exactness in striking these playing areas is challenging and unusual, yet 
vital to the composition. 
Example 2. Elliott Carter, “Improvisation,” mm. 82-87.
 
 Another challenge for the soloist is the ability to decipher the distinctive metric 





equals 168 beats per minute to half-note equals 60 in eleven measures via rhythmic 
commonalities. 
Example 3. Elliott Carter, “Improvisation,” mm. 15-27.
 
Beyond recognizing basic pulses related to the changing meters, the soloist must also 
interpret pulse groupings that may or may not relate to Carter’s written meters as shown 
in Example 4; ultimately, the sixteenths in the septuplet of measure 44 become sixteenths 
in quarter groupings that give the impression of excitement of increased tempo to the 
listener. 
Starting at the 2/2, there are groupings of five notes per half-note pulse. Carter 
increases the subdivision to six notes, and then seven notes. Even though the accents 
reinforce the half-note pulse, the gradual increase in the notes per pulse gives the 





Example 4. Elliott Carter, “Improvisation,” mm. 40-46.
 
In Example 5, Carter changes the half-note pulse of the previous section to the dotted 
half-note in the next section. Thus, the soloist must mentally subdivide the half note in 
2/4 to a quarter-note triplet to prepare for subdividing the dotted-half in 3/4 into quarter 
beats for an accurate modulation. 
Example 5. Elliott Carter, “Improvisation,” mm 70-73.
 
The final metric modulation transitions from 6/8 to 4/4, shown in Example 6. Carter 
keeps the quarter-note the same (from the 6/8 hemiola) and simply adds one more 





Example 6. Elliott Carter, “Improvisation,” mm. 99-101.
 
With rhythmic complexity, timbral melodic lines, and constantly changing 
extreme dynamics, “Improvisation” evokes a highly dramatic and virtuosic solo. 
Examination of myriad recital programs posted annually on the Percussive Arts Society 
















Prelude for Timpani and Percussion by Sam Carullo 
Juxtaposing standard and new solo timpani literature, Prelude for Timpani and 
Percussion (2019) by Sam Carullo resounds as an excellent pairing with the Carter 
“Improvisation” for the timpani portion of the recital. Carullo, formerly my classmate at 
Belmont University, now attends Peabody Conservatory as a master’s candidate in 
Percussion Performance; with published works to his credit through C. Alan Publications, 
he is constantly considering his next composition. 
 Sam Carullo, an award-winning percussionist, strives to bring impactful, 
energetic, and engaging performances to the concert stage (Carullo 2021). An active 
performer in various solo, chamber, and large ensemble settings, Carullo most recently 
premiered five new works for percussion duo. Sam, an advocate for new unique 
percussion music, has commissioned six different composers to date. Equally dedicated 
to music education and service, Mr. Carullo volunteers with community orchestras to 
bring live classical music to traditionally underrepresented audiences. He also curates 
local concert performances, including self-organized neighborhood concerts and 
collaborations with local organizations like Make Music Nashville. 
 Carullo, “looking to write music that is audience-engaging but challenging for the 
performer” (C. Alan Publications 2021), composed Prelude for Timpani and Percussion 
to add to the surprisingly short list of advanced, recital-appropriate solo timpani works. 
Additionally, the solo includes bongos, bass drum, crotales, and wood blocks, and thus 
forms a hybrid multi-percussion work; the set-up as shown in Example 7. 
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Example 7. Prelude for Timpani and Percussion, Setup.
 
Carullo specifies “the bass drum acts as the lowest timpani pitch in the tuning 
schematic” (Carullo 2021). Composed for his junior recital and premiered at Belmont 
University in March of 2019, Carullo’s inspirations included Spine by Michael Laurello 
and Burritt Variations by Alejandro Viñao, two pieces he also performed that semester. 
He recollects, “at the time, I was fascinated with the overall harmonic structure of Viñao 
and how rhythms could ‘bounce’ in the Laurello” (Carullo 2021). The semester before, 
he also prepared and performed “Improvisation” by Elliott Carter for his jury. Fascinated 
with Carter’s ingenious methods of composition, a seed was sown for Carullo to craft an 
advanced, appealing recital-appropriate solo timpani piece. While composing at the 
instrument remains a common practice for the modern percussionist-composer, Carullo 
committed to composing away from the instruments while sketching this solo. 
10 
 
Subsequently, he would prepare excerpts for his lessons with Dr. Christopher Norton at 
Belmont University, where they would workshop the piece section by section. 
 “Theoretically, Prelude for Timpani and Percussion showcases a simple form and 
foundational musical design. The difficulty comes when the ideas continue to layer on 
top of each other, like ‘looping’ in commercial music” (Carullo 2021). The form, 
addressed in Table 1, utilizes an ABC-plus-recapitulation structure. The recapitulation re-
imagines passages from both the A and B sections before a brief coda that brings the 
piece to an exciting conclusion. 
Table 1. Form. 
A B C Recapitulation 
mm. 1-20 mm. 21-50 mm. 51-88 mm. 89-113 
The five crotale pitches—F-G-A♭-B♭-C♭—highlight the first five notes of an 
octatonic scale and are drawn from theme of Viñao’s Burritt Variations. The timpani 
pitches—F, A-flat, C-Flat, D—highlight a fully-diminished seventh chord related to the 
crotale pitches. 
The Laurello-inspired “bouncing” rhythms emerge in the opening theme (or layer) 









Example 8. Sam Carullo, Prelude for Timpani and Percussion, mm. 1-9. 
 
This layer, upon which Carullo immediately builds (Example 9), injects crotale melody 
and timpani interpolations into the texture. 
Example 9. Sam Carullo, Prelude for Timpani and Percussion, mm. 10-17. 
 
 The B section begins with a two-beat ostinato played on the bongos that fades into 
the next layer, shown in Example 10. The two-measure timpani melody layer repeats 






Example 10. Sam Carullo, Prelude for Timpani and Percussion, mm. 22-23. 
 
After the solo timpani passage, the material in Example 4 recurs, first directly quoted and 
then rescored with an added crotale melody. The orchestration then dilutes to a solo 
crotale transition into yet another blistering solo timpani passage that plunges into the C 
section. 
 The C section, built upon a left-hand mixed meter wood block ostinato, features 
rhythmic accelerandi and slowing fragments performed with the right-hand on timpani. 
Quieter than both the brash A and B sections, the C section also presents a palindrome. 
An ascending crotale scale, shown in Example 11, later becomes reversed in a 
descending fashion, bringing resolution to the initial statement. 
Example 11. Sam Carullo, Prelude for Timpani and Percussion, mm. 55-59. 
 
The C section slows down and cadences on a C-flat crotale note, at the softest dynamic of 
the piece, before the recapitulation ensues. 
13 
 
 The recapitulation launches with a direct quote of the original A section layer and 
quickly pivots to a restatement of the timpani layer first heard in the B section. Next, 
Carullo ingeniously executes rhythmic augmentation of the B section layer by 
orchestrating both layers together as one composite texture, shown in Example 12. 
Example 12. Sam Carullo, Prelude for Timpani and Percussion, mm. 101-104. 
 
The final measures showcase the Carter inspired metering acceleration (Example 
13) with the eighth-note melding into triplets, sixteenths, and so on. Simultaneously, 
Example 13 contains polyrhythm, another Carter technique Carullo absorbed while 
studying the Eight Pieces for Four Timpani. 
Example 13. Sam Carullo, Prelude for Timpani and Percussion, mm. 105-106. 
 
 Many executional lessons may be gleaned while learning Prelude for Timpani 
and Percussion. A performer with a drum set background will gladly utilize limb 
independence and coordination skills, though the difficulty of certain passages will likely 
require practice of a limited number of beats at a time. Once understood physically, the 
performer must then balance and phrase each layer to achieve the musical line required. 
Additionally, the amalgamation of timpani, multi-percussion, and crotales produces an 
14 
 
intriguing dilemma regarding stick choice. The composer suggests fashioning wood 
timpani mallets with moleskin to create a multifunctional implement, a compromise to 
produce the best overall tone on each varying instrument. Overall, the technical 
challenges are well worth embracing as the musical goal—playing the composition 





















4/2/1965 by Joseph Spearman 
 4/2/1965 (2021), a duet for vibraphone and multi-percussion by Joseph Spearman, 
realizes a boyhood poem by Joseph's father, Robert “Bob” Spearman. Joseph Spearman, 
formerly my classmate at Belmont University, is currently a Graduate Teaching 
Associate in Music Theory and Aural Skills at Ohio State University; as a DMA 
candidate in percussion, he also serves as an Assistant Director of the Ohio State 
University Percussion Ensemble (Ohio State University School of Music 2021). His 
performance experiences span multiple styles of music and include performing with the 
Nashville Philharmonic Orchestra, playing drum set in the Nashville rock scene, and 
participating in solo percussion competitions. Prior to attending both Ohio State and 
Belmont University, Joseph earned his bachelor’s degree in Music Education from the 
University of South Carolina along with the Performer’s Certificate. Mr. Spearman's 
current musical focuses include commissioning and composing works for percussion 
which involve stories in their processes or performance. 
 While organizing his late father’s possessions, Joseph Spearman discovered a 
hidden gem—a poem his father wrote in 1965. Instantaneously struck with a creative jolt, 
Spearman began to envision a percussion composition inspired by the poem. This thought 
coincided with my request to Spearman for a commissioned work for my recital for our 
duo “JS…KS” to perform, and 4/2/1965 became that piece. Below is Robert Spearman’s 





Night is full of pretty strange things 
Unlike the day when the big bell rings 
When big ghosts come out and say “BOO”! 
You might hear an owl say “WHOOO”! 
But not in the day when you see all sorts of things 
When these things sing and ring 
In the night when the bullfrogs dive 
The bees that we own do not stir in the hive 
Night is full of pretty strange things 
Unlike the day when the big bell rings  
 
Spearman explains, “each ‘moment’ [section] of the music reflects a couplet 
within the actual poem. I generated the material within the vibraphone part from the 
musical letters in Dad's name, the date of the poem’s composition, and ideas from 
improvisations and timbral exploration” (Spearman 2021). In the duo’s instrumentation, 
Player One is on vibraphone exclusively, whereas Player Two has a multi-percussion set-
up and performs with sticks and brushes on a four-piece drum set (kick drum, floor tom, 
rack tom, snare drum), five suspended cymbals of various sizes and pitches, and a 
suspended bell plate. 
 The musical structure, derivative of the five couplets of the source material, 
follows an A-B-C-D-Recapitulation form as shown in Table 2. 
Table 2. Form. 
Moment 1 Moment 2 Moment 3 Moment 4 Recapitulation 
(Moment 1 and 
Moment 3 
material) 





Spearman also derived the theme and harmonization from the date of the poem’s 
composition (Table 3). With the F# Locrian mode acting as the pitch set, Spearman 
equated 4-2-1-(9)-6-5 to B-G-F#-(omit)-D-C (he elected to omit 9 because of the 
potential repetition with 2). Simultaneously, the note length of the harmonization fulfills 
the 4-2-1-6-5 pattern as well (Spearman 2021). 
Table 3. Theme and Harmonization. 
4 2 1 9 6 5 
B G F# Omit D C 
B minor G diminished F# diminished Omit D minor C7 
Example 14, the opening measures of the piece, illuminates the harmonization and note 
length of the theme as previously addressed (and seen above in table 2). 
Example 14. Joseph Spearman, 4/2/1965, mm. 1-3. 
 








Example 15. Joseph Spearman, 4/2/1965, mm. 10-14. 
 
“Night is full of pretty strange things, unlike the day when the big bell rings.” 
Spearman elaborates, “‘Moment 1’ casts the dark opening chord stabs (Example 15) 
representing the ‘night full of strange things’ with the following bell plate passage as the 
‘day when the big bell rings’” (Spearman 2021). Next, the first theme is presented 
(Example 14) and a final impression on a revamped vibraphone melody follows, 
concluding the Moment 1 section. 
 “When big ghosts come out and say ‘BOO’! You might hear an owl say 
‘WHOOO’!” Moment 2 conjures “big ghosts” and “owls” with a spinning vibraphone 
sequence accompanied by agitated drum rolls that climax with bombastic drum set fills 
over dissonant vibraphone trills. The Moment 2 then culminates with a direct quote of the 
opening chord progression (at a faster tempo) evoking an eerie mood upon which 
Moment 3 can build. 
 “But not in the day when you see all sorts of things, when these things sing and 
ring.” Moment 3 resounds the essence of “singing and ringing” with the vibraphone and 
cymbals composed in canon, separated by three beats of rest (Example 16). 






“The bees that we own do not stir in the hive.” In Moment 4, Spearman instructs 
the performer to attach coins on the vibraphone pitches B3 and B-flat-3 to symbolize 
“buzzy” bee noises (Example 17). 
Example 17. Joseph Spearman, 4/2/1965, mm. 60-64. 
 
Instead of coins, I designed a mechanism using tambourine jingles, gaffer tape, and 
dental floss to maximize the “buzz” timbre; the creation of mechanisms to realize a 
composer’s vision bestows yet another frequent obligation upon the modern 
percussionist. For the “nature sounds” that bridge Moment 4 to the Recapitulation, the 
composer provides an audio recording of the outdoors near a memorable Spearman 
family retreat. 
 Percussion literature—particularly in the college setting—places heavy emphasis 
upon the marimba while often neglecting the vibraphone in the formal curriculum. 
4/2/1965 provides welcome opportunities for the emerging vibraphone player to apply 





dampening, and pedal dampening are all required to best render the passage (Example 
18). Specifically, hand dampening is used for smooth connection of the first six notes, 
then the next two chords are articulated with pedal dampening, and finally the eighth-rest 
is achieved through mallet dampening. 
Example 18. Joseph Spearman, 4/2/1965, m. 7. 
 
With regard to idiomatic sticking, “manual sticking” allows for the best execution of the 
passage starting in measure 34 (Example 19); the left hand plays all the “black” keys 
(upper manual), while the right hand plays the “white” keys (lower manual).  
Example 19. Joseph Spearman, 4/2/1965, m. 34. 
 
4/2/1965 offers a rare combination of vibraphone and multiple percussion and thus 
provides diversity and breadth to a recital program. The sonic combinations are unique, 
and the musical language ranges from intense, active, and loud sections to the poetic 





Frog’s Magnum Opus 
“The Letter” from Frog and Toad Are Friends, written and illustrated by Arnold 
Lobel, inspired me to compose Frog’s Magnum Opus (2020) for my former Belmont 
University colleague Joseph Spearman. As a young elementary school student learning 
how to read in Xenia, Ohio, during the early 2000s, Lobel’s Frog and Toad stories always 
stuck with me. His tales of friendship, humor, and sensitivity through the eyes of Frog 
and Toad were my favorite books to read during that crucial season of child development. 
During the 2017-2018 school year, I often joked with Joseph about writing a comedic 
solo “duet” for snare drum and wooden frog (notched guiro). Ironically, two years later 
Joseph reached out and asked if I would finally write “that frog piece” for his inaugural 
DMA recital at Ohio State. I gladly agreed and thus began the creative process: “I will 
write a miniature snare drum symphony to accompany a Frog and Toad short story for 
the soloist to perform in tandem with a schoolteacher.” My wife Grace Sell, a first-grade 
teacher, owns a vast children’s book library in our home, so I had easy access to Frog 
and Toad Are Friends wherein I was drawn to the story “The Letter.” I wrote the piece 
for two performers—narrator and percussionist—and scored the percussion for wooden 
frog and snare drum played with various implements. Joseph Spearman premiered the 
work in February 2020. Further minor revisions were made prior to the second 
performance by Grace and me in Nashville in 2021. 
 The piece—akin to “incidental music” in a staged work—comprises four 





Table 4. Form. 
 I II III IV 
Lament Presto Clockwork Parade 
mm. 1-18 mm. 19-42 mm. 43-70 mm. 71-136 
The percussion accompaniment incorporates snare sticks, brushes, and guiro stick 
and embodies jazz, orchestral, commercial, and rudimental styles while fostering a 
musical representation of Frog and Toad’s emotional responses throughout the narrative. 
The performance notes indicate for the narrator to pause at certain points when 
referencing Frog to allow the percussionist to play the “ribbit motif” (Example 20) on the 
special “frog guiro.” 
Example 20. Kramer Sell, Frog’s Magnum Opus, Ribbit Motif. 
 
In order to secure the wooden frog to the snare drum, the soloist needs to devise an 
apparatus whereby the guiro can be played firmly on a towel on the drum while not 
jeopardizing its stability; one such approach is shown in Example 21. 






 Lament, the first movement, begins after the following narration: 
Toad was sitting on his front porch. Frog came along and said, “What is the 
matter, Toad? You are looking sad.” “Yes,” said Toad. “This is my sad time of 
day. It is the time when I wait for the mail to come. It always makes me very 
unhappy.” “Why is that?” asked Frog. “Because I never get any mail,” said Toad. 
“Not ever?” asked Frog. “No, never,” said Toad. “No one has ever sent me a 
letter. Every day my mailbox is empty. That is why waiting for the mail is a sad 
time for me.” Frog and Toad sat on the porch feeling sad together (Lobel 1970, 
53). 
Inspired by the brushwork of jazz ballads, Lament features a lateral left-hand brush stroke 
starting in measure 4 that continues throughout the movement (Example 22). 
Programmatically, the dramatic roll in measure 16 represents sorrowful sobbing for 
Toad’s lack of mail. 








Presto, the second movement, begins after the following narration: 
Then Frog said, “I have to go home now, Toad. There is something that I must 
do.” Frog hurried home. He found a pencil and a piece of paper. He wrote on the 
paper. He put the paper in an envelope. On the envelope he wrote. “A LETTER 
FOR TOAD.” Frog ran out of his house. He saw a snail that he knew. “Snail,” 
said Frog, “please take this letter to Toad’s house and put it in his mailbox.” 
“Sure,” said the snail. “Right away.” Then frog ran back to Toad’s house (Lobel 
1970, 56). 
Inspired by orchestral snare drum method, Presto hurries along at breakneck speed while 
the soloist performs buzz rolls, flams, and three-stroke ruffs, as shown in Example 23. 
The extreme dynamic shifts also help capture the mood of Frog excitedly rushing back to 
Toad. 







 Clockwork, the third movement, begins after the following narration: 
Toad was in bed, taking a nap. “Toad,” said Frog, “I think you should get up and 
wait for the mail some more.” “No,” said Toad, “I am tired of waiting for the 
mail.” Frog looked out of the window at Toad’s mailbox. The snail was not there 
yet. “Toad,” said Frog, “you never know when someone may send you a letter.” 
“No, no,” said Toad. “I do not think anyone will ever send me a letter.” Frog 
looked out of the window. The snail was not there yet. “But, Toad,” said Frog, 
“someone may send you a letter today.” “Don’t be silly,” said Toad. “No one has 
ever sent me a letter before, and no one will send me a letter today.” Frog looked 
out of the window. The snail was still not there (Lobel 1970, 58). 
Inspired by commercial drum set idioms and a rhythmic motive in Sting’s “Seven Days” 
(Example 24, m. 53) Clockwork aims to embody the impatience of Frog waiting for 
Snail. The movement begins with a clock beat against which a five against-4 polyrhythm 
is introduced; the “Sting” section begins in measure m.53 and spans eleven measures 
before the clock motif returns and fades.  






 Parade, the fourth movement, begins after the following narration: 
“Frog, why do you keep looking out of the window?” asked Toad. “Because now 
I am waiting for the mail,” said Frog. “But there will not be any,” said Toad. “Oh 
yes there will, “said Frog, “because I have sent you a letter.” “You have?” said 
Toad. “What did you write in the letter?” Frog said, “I wrote ‘Dear Toad, I am 
glad that you are my best friend. Your best friend, Frog.’” “Oh” said Toad, “that 
makes a very good letter.” Then Frog and Toad went out onto the porch to wait 
for the mail. They sat there, feeling happy together. Frog and Toad waited a long 
time. Four days later the snail got to Toad’s house and gave him the letter from 
Frog. Toad was very pleased to have it (Lobel 1970, 61). 
Inspired by march-like American rudimental drumming, Parade invokes a celebration 
after Frog and Toad read the much-anticipated letter. Flams, drags, accents, and rolls in 
the rudimental style march in buoyant step with Frog and Toad. As a tribute to my 
hometown where I first enjoyed Lobel’s characters, the movement cadences on the Xenia 
High School halt cadence, as shown in Example 25. 







 Frog’s Magnum Opus offers an entertaining and memorable experience for 
performer and audience alike. The most challenging aspect is maintaining the integrity of 
the ribbit motif. This can be achieved with exploration and practice with each implement 
used on the wooden frog’s notched guiro. The performer must also have a firm grasp on 
the diverse drumming styles presented. To me, this piece represents an amusing concept 
that became a fully developed composition for my friend. Finally, I hope that the piece 






Wind in the Bamboo Grove by Keiko Abe 
Keiko Abe is regarded in the percussion community as one of the most famous 
and influential historic marimbist icons in the brief history of the instrument. Belmont 
University’s Director of Percussion, Christopher Norton, often references Abe in his 
classes as deservedly holding a place among the top three marimbists of all time 
regarding scope and impact (Christopher Norton 2021). Born in Tokyo in 1937, Abe took 
piano lessons from age six and also performed on xylophone. In 1950, at the age of 
thirteen, Abe heard the sound of marimba as played by a traveling missionary who used 
the marimba in his evangelistic outreaches. Abe said, “I was so taken by the sound that I 
forgot where my seat was!” Throughout her teenage years, Abe studied composition, 
music theory, and improvisation. In 1951, after winning a talent audition, Abe became 
one of the youngest professional musicians to regularly perform live on Japanese national 
radio. Upon graduating high school, Abe decided to major in music at the Tokyo Gakugei 
University. It was here that she continued her studies in percussion and began to work as 
an extra percussionist in various Japanese orchestras. During this time, Abe also 
developed an active career as a session musician, recording music for radio and film. It 
was from her work as a session musician that she was finally able to save enough money 
to purchase her first marimba. Later in her career, she would become the poster image for 
the Yamaha marimba and help design their five-octave instrument. In 1961, Abe formed 
the Xebec Marimba Trio. Through numerous public performances and six recordings of 





introduce Japanese audiences to an instrument that many of them had never seen or 
heard. After the Xebec Trio disbanded, Abe created another ensemble called the Tokyo 
Marimba Group, with the intention of commissioning and performing new works for 
marimba. Prior to the creation of such commissions, the marimba was largely viewed in 
Japan as a novelty instrument. Motivated by the association between the marimba and 
novelty music, Abe fervently commissioned and composed serious works for the 
instrument. She succeeded in elevating the marimba to its current status as a virtuosic 
instrument for the concert hall. Today, Abe’s body of work includes over eighty pieces 
composed for marimba, and over seventy pieces commissioned for marimba solo or for 
marimba with accompaniment. Abe’s performances include over fifty titles recorded, 
over 150 world premieres, over 200 concerts as a concerto soloist, and over 3000 
concerts as a solo artist. Her contributions as a performer, commissioner of new works, 
composer, instrument design consultant, and educator cannot be understated (Stopa 2013, 
1). 
Wind in the Bamboo Grove (1984), by Keiko Abe, is distinguished as one of 
Abe’s earliest marimba solos and was ultimately published as part of her collection 
Works for Marimba. Abe composed this solo from her memory of feelings and sensations 
she felt when she visited a bamboo forest; indeed, the emotions behind this composition 
reflect a Japanese music aesthetic. The very first thing Abe asked her student Makana 
Jimbu during a lesson was if Makana had ever been to a bamboo forest. Jimbu later 
referenced the discussion: 
Because a bamboo forest is a very quiet place, Abe wrote the piece to evoke a 
quiet moment, Abe’s visit was in the early morning, and it gave her a mysterious 
feeling. Every section has a different meaning and is tied to a memory of an 





The inception of Wind in the Bamboo Grove shows how closeness to nature is so infused 
within the Japanese aesthetic (Figueroa 2019, 20). 
Abe’s compositional style contains elements from Western and Japanese 
traditions. In essence, Wind in the Bamboo Grove contains two juxtaposing sections of 
music: one that is “Western” in its approach to harmony, melody, and rhythm; and a 
second that contains loose, fleeting episodes representative of Eastern influence. 
Table 5 illustrates the form.  
Table 5. Form. 
Introduction A B Cadenza A’ Coda 
mm. 1-12 mm. 13-29 mm. 30-44 mm. 45-51 mm. 52-70 mm. 71-75 
 
The Introduction recreates the quiet, early morning atmosphere of a bamboo grove, 
containing a series of loosely related episodic phrases each representing a moment or 
event one could experience. The first phrase consists of a low A pedal with a sustained 
rolled response in a higher register, shown in Example 26. 
Example 26. Keiko Abe, Wind in the Bamboo Grove, mm. 1-4. 
While similar to the first phrase, the second phrase contains accents and dissonant rolled 







Example 27. Keiko Abe, Wind in the Bamboo Grove, mm. 5-8. 
The third phrase relates but further intensifies with breath marks, fermatas, crescendos, 
and feathered rhythms, shown in Example 28. The feathered rhythm is likely inspired by 
the rhythms of kabuki theater. 
Example 28. Keiko Abe, Wind in the Bamboo Grove, m. 9. 
The fourth phrase has an eighth-rest separating each gesture and features contrary-motion 
double stops on the interpolations as shown in Example 29. 
Example 29. Keiko Abe, Wind in the Bamboo Grove, m. 10. 
The fifth and final episodic phrase of the Introduction, illustrated in Example 30, goes 
from soft and slow to fast and loud into the final descending cascade that leads into the A 





Example 30. Keiko Abe, Wind in the Bamboo Grove, m. 12. 
 
The next section is labeled con energia and marks the A section. A four-against-
three ostinato accompaniment pattern is introduced with the melody denoted by brackets, 
shown in Example 31. 
Example 31. Keiko Abe, Wind in the Bamboo Grove, mm. 14-15. 
 
Halfway through the section, the bass voice takes over the melody and momentarily 
emphasizes D minor. 
Example 32. Keiko Abe, Wind in the Bamboo Grove, m. 23. 
  
The B section contrasts with the A section through dissonant sonorities, timbre 
changes, and a decrease in rhythmic density. The left-hand ostinato pattern remains the 
same, but in a new harmonic guise. The original contains a perfect fourth and a perfect 





hand part while the right hand plays dissonant tones, including intervals of a minor 
second and major seventh. The overall effect is contrasting, unstable, and unsettling 
given what preceded this section. 
Example 33. Keiko Abe, Wind in the Bamboo Grove, m. 30. 
 
The rhythmic density lessens in this section. Instead of alternating eighth-notes between 
the hands to form a composite sixteenth-note rhythm, the eighth-notes phase together in a 
rhythmic unison and make the dissonant simultaneous intervals strident. The last 
measures of the B section close with a return to the original consonant ostinato pattern 
two octaves higher in rhythmic unison, with a variation in the left hand, shown in 
Example 34. 
Example 34. Keiko Abe, Wind in the Bamboo Grove, mm. 41-43. 
 
The chorale Cadenza, like the Introduction, features a series of loosely-related 
episodic phrases. This section utilizes a new timbre that involves playing the edge of the 
marimba bars with the shafts of the mallets. Following the Cadenza, the A section is 





The Coda begins at the 7/8 measure, shown in Example 35. Powerful four-note chords 
are struck, a long roll is sustained and fades, and the piece finishes with a flourish 
reminiscent of the passage that introduces the A sections (Figueroa 2019, 28). 
Example 35. Keiko Abe, Wind in the Bamboo Grove, m. 71. 
 
Abe utilizes extended techniques to express her musical ideas. Some of the 
extended techniques used in her compositions include the use of the wooden shaft of the 
mallet to strike the edge of the marimba bar, the creation of two-tone mallets that allowed 
her to play wide dynamic ranges, and the use of dead strokes and vocal effects (Santos 
2008, 10). As previously stated, Wind in the Bamboo Grove includes the use of the 
wooden shaft of the mallet to strike the edge of the marimba bar. Abe employs this 
extended technique to suggest the rustle of bamboo trees, and the resulting timbre is 
similar to the col legno timbre used in string music. Visually, Abe indicates this in the 
score with an “x” through the stem, as shown in Example 34. While playing with the 
shafts, matching timbre and volume presents a challenge. Posture and body positioning 
relative to the marimba must also be considered. The soloist must decide where on the 
shaft of the mallet to strike the edge of the bar. Striking closer to the head of the mallet 
creates more tone and a louder dynamic, while the opposite occurs when striking further 





Cadenza), inserting suitable pauses in between the gestures can help facilitate the 
positioning. During the Western-influenced sections (A, B, A', Coda), visualizing the 
accompaniment pattern as the ambient noise in a bamboo forest may provide an apt 
interpretative model. In general, a gesture's primary function should always be 
considered. For example, is the gesture loud and fast the function of a particular passage, 
or is bold and strident the goal (in which tempo could possible be tempered)? Defining 
first then executing the musical goal of each technical phrase will result in an enriched 






To Varèse by Joseph Tompkins 
In 2007, Joseph Tompkins questioned, “why not combine French and American 
rudiments in one setting?” (Robles 2020, 5). Tompkins’s To Varèse (2013) is a 
quintessential example of the juxtaposition of these rudimental styles. Tompkins cites, 
“obviously, this piece is inspired by Edgard Varèse's Ionisation, specifically built on a 
variation of the main snare drum motif from that seminal work” (Robles 2020, 64). 
Born in Morgantown in 1970, Tompkins began his musical studies at the age of 
ten, taking percussion lessons at West Virginia University. By the time he was fourteen, 
Tompkins regularly performed professionally on drum set. At the end of his time in high 
school, Tompkins won admission to the Eastman School of Music. While at Eastman, he 
became interested in studying under Christopher Lamb, the principal percussionist of the 
New York Philharmonic; Tompkins later auditioned at the Manhattan School, where 
Lamb taught. After graduating from Manhattan, he auditioned for orchestral jobs, 
winning the principal percussion job for an orchestra in Spain. He spent a year in Spain 
with this orchestra, and he recalls learning quite a bit from European percussionists. Their 
style and technical approach were quite different from Americans, significantly more 
fluid than the strict rudimental style of American drumming. Eventually, Tompkins 
decided to leave Spain and return to New York. Back in the United States, his career in 
composition started to take off when Christopher Lamb commissioned him to write a 
piece for the New York Philharmonic percussion section. Explorations in contemporary 





European, Latin American, and new music converged into something unique and 
eccentric. Finally, after being introduced to Le Tambour, Technique Superieure by Guy 
Lefèvre, Tompkins became captivated with the French rudimental tradition, resulting in 
his compositions combining the French and American approaches (Robles 2020, 5). 
Currently, he resides as the head of the percussion department at the Mason Gross School 
of Rutgers University (Freer Percussion 2020). 
Frank Zappa described Edgard Varèse's music as “a weird jumble of drums and 
other unpleasant sounds” (Walsh 2011, 88). Conversely, percussionists hold high 
regard—even gratitude—for Varèse’s Ionisation, as it notably initiated percussion 
ensemble as a genre. Completed in 1931, Ionisation equally reflects Varèse's aesthetic 
and the budding atomic age. Varèse appreciated the scientist and the engineer, often 
speaking of his music as art-science, a discipline originally pursued by the medieval 
theorist and the Greek philosopher. In physics, ionization involves the conversion of a 
molecule into an ion by the moving of electrons. Similarly, in Ionisation, rhythmic cells 
evolve and expand. Varèse also took sound itself to an atomic level in Ionisation. Scored 
for thirteen musicians on fourty instruments (Example 36), this magnum opus combines 
Western classical, jazz, Latin American, and Asian orchestrations and incorporates a 
wide variety of “skins” (drums), metals (gongs, cymbals, triangles), and wood sounds 
(Chinese blocks, whip). Particularly striking is the use of a “lion”s roar” (friction drum), 
siren, and piano (often played in forearm clusters) (Walsh 2011, 88). Varèse’s extensive 
percussion ensemble instrumentation parallels the large percussion sections he favors in 






Example 36. Edgard Varèse, Ionisation, Nomenclature of Instruments. 
 
Distinctively, although primarily based upon the snare drum source material of 
Ionisation, Tompkins’s To Varèse is classified as a multi-percussion solo because of its 
instrumentation of bass drum, floor tom, snare drum, tambourin, foot cabasa, foot 
tambourine, and siren (Example 37). The 1933 premiere of Ionisation in New York City 
featured two hand crank sirens courtesy of the New York Fire Department; fittingly, To 
Varèse begins with a siren that “immediately sets the mood,” while the low floor tom 
“emulates a lion's roar,” Tompkins explains (Robles 2020, 65). 






After the siren introduction, the bass drum and foot cabasa provide a background 
quarter-note pulse that pervades the work. In measure 2, the iconic primary Ionisation 
snare motive is heard and becomes the thematic framework for the entire solo (Example 
38). The first half of the piece takes this motive and decorates it with increasingly 
adventurous original material, as in the sextuplet figure that moves around the 
instruments seen in measures 6 and 9 of Example 38. 
Example 38. Joseph Tompkins, To Varèse, mm. 1-9. 
A unique development in To Varèse, shown in Example 39, asks the performer to 
improvise in the style of the piece. Immediately after those four measures, the solo 








Example 39. Joseph Tompkins, To Varèse, mm. 30-35. 
 
The final segment of the work showcases a densely active passage that crescendos 
to a loud, climactic triple statement of the Ionisation snare motive. The piece then winds 
down with a repetitious figure of the second, fourth, and sixth notes of a sextuplet that 
diminish and disintegrate (Example 40). 
Example 40. Joseph Tompkins, To Varèse, mm. 61-66. 
 
 When Ionisation is programmed, only one individual gets to play the memorable 
snare part. Thus, one of the many appealing features of To Varèse is that a performer can 
choose to program the work for himself and thereby get to fully explore the featured 





As One by Gene Koshinski 
 After seeing Gene Koshinski perform in 2013, I can confirm, “Jaw- dropping 
virtuosity and a flair for the unexpected is why Gene Koshinski has delighted audiences 
worldwide with his dynamic performances and creative programming” (University of 
Delaware School of Music 2021). Born in 1980, Gene Koshinski exemplifies the modern 
percussion-composer “who sees further” by composing, commissioning, and performing 
new works (Gene Koshinski 2021). As an ASCAP award-winning composer, his pieces 
have been performed in more than forty countries and on five continents with hundreds of 
performances per year. His landmark two-mallet method book, TWO, currently used in 
more than seventy-five university percussion curricula, quickly assumed “standard 
repertoire” status. A founding member of the Quey Percussion Duo, Gene Koshinski 
together with Tim Broscious “dazzle audiences worldwide with their unmistakable style 
that blends traditions of Western percussion, ‘world,’ contemporary, classical and 
popular music to create colorful sound worlds that often place focus on interlocking 
counterpoint and musical-tasking” (University of Delaware School of Music 2021). 
Commissioning nearly two hundred works over the past sixteen years, the Quey 
Percussion Duo collaborates with renowned composers, including Pulitzer Prize 
recipients and other superlative composers for percussion. Intriguingly, the group remains 
the only professional percussion duo in the United States that holds a full-time university 





new position as Professor of Percussion at the University of Delaware beginning in Fall 
2020. 
Insight into the progression of the Western classical percussion ensemble 
illuminates the depth within Koshinski’s percussion duet As One (2007). The Western 
classical percussion ensemble has its roots in the Javanese gamelan and comprises 
multiple performers who play a wide variety of percussion and sound-effect instruments. 
Acoustically, the instruments are divided into the categories of either pitched or non-
pitched (Holland and Page 2001). Following the first World War, composers began to 
experiment with percussion instruments as an exploratory medium to organize sounds. 
Varèse's Ionisation is often cited as the earliest piece written for the Western classical 
percussion ensemble. The Pan American Association of Composers, founded by Varèse, 
included Henry Cowell, William Russell, Amadeo Roldán, and Carlos Chavez, and 
provided exposure and impetus to the Pan-American “experimentalists,” many of whom 
contributed to the earliest literature for percussion ensemble or influenced those who 
heard their music. That lineage traveled through notable composers such as John Cage 
and finds its current expression in people like Gene Koshinski who studied the history 
and compositions of the percussion ensemble genre. Further, Koshinski is well-versed in 
percussion instruments and idioms from around the world, and his knowledge and 
experiences come to fruition in pieces such as As One. 
 As One casts two multi-percussionists in mirrored set-ups of marimba, bongos, 
congas, toms, bass drum, and splash cymbals. The visual design, shown in Example 41, is 
highlighted by the closely hocketed rhythms throughout the piece. “Both performers have 




Each player performs with a snare stick (held by Player One in the right hand and by 
Player Two in the left hand) and a heavy bass marimba mallet. Since each player wields a 
hard stick and a soft mallet, Gene notes, “it is extremely important to follow the provided 
stickings” (Koshinski, 2007, 4). 
Example 41. Gene Koshinski, As One, Setup. 
 
 The form of As One depicts an A-B-C-D-Coda design as seen in Table 6. 
Table 6. Form. 
A B C D Coda 
mm. 1-36 mm. 37-76 mm.77-120 mm.121-131 mm. 132-146 
 
The A section opens with a three-note marimba motif in split-octave unison between the 







Example 42. Gene Koshinski, As One, mm. 1-4. 
 
This motif becomes the framework upon which the multi-percussion setup expounds as 
the duet develops (Example 43). Essentially, each performer plays half of the fully 
realized part. To the listener, the A section sounds like a singular groove-oriented 
percussion solo, but in reality, the level of complexity required to execute these hocketed 
rhythms evenly between the players remains hopefully disguised. 
Example 43. Gene Koshinski, As One, mm. 29-32. 
The B section begins with a split eighth-note descending marimba line, shown in  






Example 44. Gene Koshinski, As One, m. 38. 
 
Player One plays upbeats while Player Two plays downbeats. Like before, this new split 
motif becomes the bass line for more hocketed drumming from the multi-percussion 
setups. The B section concludes with a tutti echo of the A-section motif that later evolves 
into the coda. The C section presents a point of departure for the marimba as the 
drumming becomes the focal point. World percussion grooves in 12/8 (Example 55) and 
later 9/8 contrast with the first half of the duet while generating forward momentum. 
Example 45. Gene Koshinski, As One, mm. 77-80. 
 
The final D section features an ascending octatonic scale on the marimba split 




aurally appealing yet also makes the fast hocketing attainable. After each initial marimba 
note, each player then strikes his stick to produce a click (notated with an x in the score). 
This allows each performer to physically play each rhythmic partial instead of 
subdividing the notes between, as shown in Example 46. 
Example 46. Gene Koshinski, As One, mm. 123-126. 
The marimba soli section concludes with a descending multi-percussion fill before a 
direct repeat of the tutti conclusion of the B section. As in Joseph Tompkins’s To Varèse, 
As One requires the performers to briefly improvise in the style of the work. 
 In practice and performance, two players sounding like one person manifests the 
crux of this work. The two separate parts embody only half of the full picture. Thus, As 
One can be a fragile piece to present, since hocketed rhythms must be constantly and 
perfectly executed for the piece to be discernible. The piece is challenging and fun for 
both performers, and it embodies the curricular intent for the Belmont graduate 
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